holds in our icon, without being exceptional as other examples demonstrate, 5 is found less frequently than a sphere or a closed scroll. It is generally accepted that it was the famous post-Byzantine Cretan painter Nikolaos Zafuris and his workshop who introduced and spread the type in Crete in the late fifteenth century. 6 Here it became one of the most popular types of the Virgin and Child, and was widely distributed until the seventeenth century, 7 perhaps because it met the requirements of both the Orthodox and Catholic faithful on and off the island. Zafuris was a resident of Candia, known today as Herakleion, the capital of Crete. He is mentioned in a number of Venetian documents between the years 1487 and 1501; by the latter year he was already dead. 8 His widow is mentioned in two further documents dated 1507 and 1510, while the painter's will which was lost and then rediscovered in the year 1537 is the subject of a document of that date. 9 Seven signed works have survived, 10 while an eighth, known to us through three documents, is lost. 24 Furthermore, two elements of the Virgin's attire are typically western. The one is the brooch that fastens her maphorion in front of her chest. Brooches were a common part of western attire, used by both men and women to fastened cloaks and mantles, often in a manner similar to the one seen in the Madre della Consolazione icons. 25 Brooches are also part of the ecclesiastical garments of the western church, used to fastened the pluvial (pluviale, the priest's cope), but they were never really needed in the respective attire of the Orthodox clergy. 26 The other western detail is her kerchief, visible beneath the maphorion, which never forms part of the Virgin's head cover in Byzantine art; however, is used amply in the representations of the Virgin in Italian art. 28 It seems reasonable, therefore, to suggest that in this particular fresco, Saint John is an integral part of the composition with direct references to Christ's Sacrifice, a point accepted by Baltoyanni. 29 However, in some of the variations of the Madre della Consolazione type, where one or more saints are included, the Child, unlike in the Sachnoe fresco, is not in direct contact with them. 30 In short, none of the post-Byzantine Madre della Consolazione icons reproduces exactly the Virgin ΠΟΝΟΛΥΤΡΙΑ, 31 and the derivation of the former type directly from Byzantine art is not justified. Since the British Museum icon is neither signed nor dated, a stylistic analysis is needed in order to determine its chronological placement. Two icons will provide the frame within which our icon will be examined: one is the Madre della Consolazione icon by Zafuris ( fig. 2) , which usually provides either the terminus ante or post quem. The other is by another well-known post-Byzantine Cretan painter of the seventeenth century, Victor, situated today in the church of Hagioi Theodoroi, on Corfu, which, according to Vokotopoulos, copies fifteenth-century examples ( fig. 3) . 32 Zafuris' Virgin and Child are characterized by a 'dreamy' state of being: neither is engaged with the viewer and both are rather distant, while the Virgin's face has a 'sad' expression ( fig. 2) . The Virgin has an impressive presence with her bulky, 'giottesque' appearance. For both figures, the eyebrows are thin and well defined, the eyes are narrow and almondshaped, the nose is long and thin with bulging left nostril, and the lips are full and fleshy with the upper lip shaped in a wide M. Christ's left ear is formed by two curvy lines, of which the outer one is very thick. The Virgin's left hand is swollen with long, thin but wooden fingers. The way her right hand supports the Child is characteristic of many Cretan icons of the type, and it might suggest the use of this icon as a prototype: the palm is positioned almost at a right angle in regards to her arm and creates an artificial and unnatural position for it. The undertone of the flesh is of soft wheat-colour. The haloes are formed simply, with just two concentric circles one inside the other. Christ's red himation with its gold striations does not describe His body underneath, apart from a hint in the area around His right thigh and knee, where the gold lines are dense. The Virgin's kerchief has stylized folds that finish at sharp edges. The folds of her maphorion form round loops marked with soft, black lines in their dark sides. To the right, in the area of her upper arm, there is a heart-shaped fold, while in the area of her elbow two egg-shaped folds, one inside the other.
Victor's Virgin, although it retains the 'giottesque' appearance, has lost the 'sad' expression: her face is softer, which eliminates the gravity of the Madre della Consolazione by Zafuris ( fig. 3) noses are long and thick with the visible left nostrils large and bulging, while the lips retain the shape of M in, however, a wider formation. Christ's left ear has the shape of sickle with a rounded earlobe. The Virgin displays the same wooden hands but with thicker fingers, and the same angle in her right hand that supports the Child. The undertone of the flesh is soft and bright. The haloes are also formed in the same, simple way seen in the Zafuri's icon, while Christ's himation does not describe His body apart, again, from the area around His right thigh. The Virgin's kerchief has lost most of its folds and those remaining are not stylized and do not finish at sharp edges. The folds on her maphorion are stiff rather than soft, and their dark sides are marked with very thick black lines. The heart-shaped fold in her upper arm has disappeared. The folds on her head look like mere partitions of the garment, albeit thick ones. An examination of the Madre della Consolazione in the British Museum reveals that the icon is stylistically closer to the one created by Zafuris ( fig. 1 ). While the Virgin does not have the bulky appearance of either Zafuri's or Victor's version, she retains the 'sad' expression of Zafuri's example, and both she and Christ retain the aloof, distant look. The eyebrows are slightly thicker than Zafuris' and are well-defined, but they are not as thick as Victor's. The rest of the facial characteristics are also closer to the Zafuris icon: the eyes are narrow and almond-shaped, the noses are long and thin with bulging left nostrils and a bulging tip for Christ, the lips are formed in a wide M-shape, and Christ's left ear has a thick outline. The Virgin's fingers are long, thin and wooden, while her right hand is placed in the familiar angle. The undertone of the flesh is also wheat-coloured; it is, however, slightly darker than Zafuris'. The haloes are formed in the same, simple way as in the previous two icons, and Christ's chiton does not describe His body underneath, although the concentration of gold striations in the area around His right thigh is higher. The Virgin's kerchief retains its folds, which are, however, softer than Zafuris' but still finishing with sharp edges. Her maphorion displays folds formed in a very similar way to the ones seen in Zafuris' icon, with round loops, especially the heart-shaped and the egg-shaped (only one for our icon) folds in the area of her upper arm and elbow respectively, however the black lines on the dark sides are thicker, but not as thick as the ones by Victor. Similar soft folds characterize the part of maphorion placed on her head. Therefore, the British Museum icon should be dated closer to ca. 1500 than to the seventeenth century. In fact, the 'sad', distant expression of the Virgin, the sharper definition of the facial characteristics, the darker wheat-coloured undertone of the flesh, the harder dark lines on the inside of the folds, all of which are found in our icon, stylistically characterize Madre della Con-solazione panels that can be dated in the first half of the sixteenth century. 33 Due to the lack of evidence, it would be futile to attempt an association between the unidentified painter of our icon and Zafuris' circle. When compared to the master's work, the British Museum icon can be characterized as of lesser quality, but it nonetheless displays elements of skilled craftsmanship, such as the well-defined facial characteristics of both the Virgin and Child, the soft, flowing folds on the Virgin's maphorion, and the rich gold striations on the Child's himation. The controversial and vague term 'madonnero', which usually describes inferior painters of religious works (i.e. Madonnas), cannot be used for our painter, and, in any case, as Chatzidakis has suggested, it should be abandoned. 34 In all probability the anonymous artist used either a good prototype, or more likely, given their wide use among post-Byzantine painters, an anthibolo (working drawing, pre-prepared sketch). The anthibola enabled painters to reproduce popular types swiftly, and, as a consequence, to deal quickly with commissions. 35 Not surprisingly, painters considered them valuable possessions. 36 We know from documents that the anthibola were passed from the hands of one painter to another or to their apprentices. For example, the will of the famous fifteenth-century Cretan painter Angelos Akotantos left his anthibola to his brother Ioannis, who in his turn sold them to another famous Cretan painter, Andreas Ritzos. 37 The close similarities between the two icons depicting Christ enthroned, the one on Zakynthos painted by Angelos, 33 The small, portable size of the British Museum icon suggests its private use by an individual or a family, who either commissioned it from its painter, or bought it from a merchant. Although Haustein-Bartsch seems to suggest so, 40 the fact that the open scroll bears Greek writing does not necessarily imply that the owner was Greek. Greek was often the choice of hellenized westerners, as, for example, in the case of John Despelo, the Veneto-cretan donor of the Deesis icon on Corfu, signed by Zafuris. 41 Indeed, according to Chatzidakis, the texts on icons depicting the Virgin and Child in general are usually in Greek. 42 Therefore, the possibility of its owner being a Westerner is plausible, and should not be dismissed.
* * *
The choice of a pine panel for our icon, although not as popular as cypress in Cretan production, finds parallels in a number of icons from the island and, therefore, does not contradict an origin in Crete. 43 The fact that the type of the Madre della Consolazione to which the British Museum icon belongs was introduced and became popular on the island from the second half of the fifteenth century onwards, suggests that its creation and popularity is closely connected to Crete's social circumstances of the period. Crete was under Venetian domination between the years 1211 and 1669. Until recently it was generally accepted that up until the fall of Constantinople in 1453 Cretans considered themselves the moral subjects of Byzantium and were hostile towards their conquerors. 44 It is true that the Venetians had to deal with at least twelve major uprisings during the first years of occupation. 45 It is also true that eleven inscriptions found in Cretan Orthodox churches and dated between the years 1291 and 1446 refer to the Palaiologan emperors as if they were still the rulers of the island. 46 The one and only inscription which refers to the Venetians as "great" and "our (i.e. Crete's) masters" is exceptional and unique for the island: it is found in the church of the Archangel Michael at Kavalariana Kandanou, and it is dated by inscription 1327/28. 47 It cannot be argued that the fall of Constantinople in 1453 lifted any remaining barriers to western-eastern cultural fusion and peaceful co-existence. However, today we have enough political, cultural and artistic evidence to support the suggestion that this process had started well before the loss of the Byzantine Empire.
For example, in 1363 the native population of Crete joined forces with Venetian colonists and rebelled against the increasing demands of the central government in Venice. 48 While the Metropoly defeated the uprising of Saint Titos -as the rebellion is known -in 1367, the important point here is that, from a political point of view, by the fourteenth century the Cretan and Venetian inhabitants of the island had developed common interests, strong enough to unite them against Venetian authority based outside Crete.
By the fourteenth century the Cretans were living in cities which were designed, built and fortified according to Italian practices -and taste. The native population became familiar with western gothic and renaissance styles as well as with western religious art, which they would have been able to see in Latin churches found all over the island, well before 1453. 49 As is apparent from the garments seen in portraits of donors in Orthodox churches, the Cretans developed a taste for western fashion, 50 and they were involved in business transactions with the Latins. 51 Intermarriages between Latin and Greeks at all levels of the social hierarchy are mentioned in the sources already from the thirteenth century. 52 Despite the fact that the official language in the island was Latin, 53 the bilingualism of Venetian settlers is noted from the early fourteenth century as in the case, for example, of Stefano Bon, one of the most important notaries in Candia, and probably an offspring of mixed marriage; 54 eventually, by the sixteenth century, the Cretan dialect was predominant. 55 The thorny issue of religion was aggravated by a strict Venetian policy, which took the property from the Orthodox Church in the island, banished many Orthodox bishops, and forbade the ordination of Orthodox priests. 56 However, the shortage of Latin priests on Crete, which led the Catholic inhabitants of the island to attend Orthodox services, and the Serenissima's position 'semo Veneziani e poi Christiani' (we are first Venetians and then Christians), did not efface, but certainly decreased, the gap between the faithful of the two churches.
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The obvious and predominant 'Byzantine' character of the art in Crete did not stop the appearance of western influences as early as the fourteenth century. The inclusion of soldiers dressed in western uniforms, most often encountered in the scenes of the Betrayal, the Bearing of the Cross, the Crucifixion, the Holy Women at the Tomb, and the martyrdom of saints, is very common -albeit, in these cases, it may symbolize evil, since it is restricted to figures, who one way or another, added to Christ's or to the saints' suffering. 58 Less potentially weighed evidence also appears, however. teenth century, we have Venetian elements in the layout of the table, which can be regarded as evidence of the day-to-day interaction between the two groups. 59 The radiating halo in relief, widely used in Italian painting from the second half of the thirteenth century onwards, 60 is also encountered in fourteenth-century Cretan painting (e.g. in the fresco depicting the Chairete, in the church of the Katholikon at Balsamonero, Kainourjio, dated in the second half of the fourteenth century). 61 Saints belonging to the Latin Church are depicted in Byzantine churches among Orthodox saints: for example, Saint Francis of Assisi was a saint particularly loved by the Cretans. 62 Another example of the adoption of western iconography by the Cretans is offered by two fresco representations of Saint Bartholomew dated to the fourteenth century, one in Hagia Pelagia at Viannos and the other in Hagioi Apostoloi at Drys: in both churches the saint is depicted holding his flayed skin, following the western tradition of his martyrdom (according to the Orthodox Church he was crucified). 63 The fresco depicting the enthroned God the Father holding in his arms the Cross with the crucified Christ in the church of the Panagia and Sotiros Christou at Roustika, dated 1381/82, follows a western iconographic variation of the scene known as "Thronum Gratiae" -or "Throne of Mercy" -depicted in the West from the beginning of the twelfth century. 64 Following this path, the unlimited use of Italian motives in post-Byzantine art, as exemplified by the art of one of its most famous representatives, Michael Damaskinos (1530/35-1592/93), is not surprising. 65 Based on the above, it is evident that the fusion between the two different civilizations had started well before 1453. Within this political and social context, the popularity of an icon type such as the Madre della Consolazione is self-explanatory. Cretans and Latins were exposed to each other's culture for centuries. The Cretans, as mentioned above, developed a notable taste for western fashion, as attested in church decoration. 66 This is also evident from preserved documents, which tell us that dressmakers in the capital of the island, Candia, created clothes according to the western fashion for their clients, while from the fifteenth century onwards, wealthy women ordered their garments directly from Venice. 67 Adopting an icon that showed the Virgin and Child dressed in the western fashion would not have been a difficult process. On the other hand, western culture was familiar with the Byzantine type of the Virgin and Child, the Virgin Hodegitria, introduced in Italy about 1100, 68 which was adopted and adapted in Italian soil by painters such as Coppo di Marcovaldo and Guido da Siena. 69 Furthermore, Venice on two separate occasions embraced and adopted the cult of Byzantine icons: one was the Virgin Nikopoia, brought to Venice after the sack of Constantinople in 1204, and displayed on the high altar in San Marco on solemn feast days and at times when the city was in danger; 70 the other was the Virgin Mesopanditissa, firstly adopted by the Venetians from the local Cretan culture, and eventually, when Candia was lost to the Turks, brought to Venice in 1672 where it was placed in the church of Santa Maria della Salute. 71 As noted above, because of the shortage of Catholic priests on the island, Creto-Venetians attended Orthodox services, and were therefore familiar with Orthodox church surroundings and practices: 72 in the second volume of his Monumenti Veneti Nell'Isola di Creta, Gerola wrote that every Venetian family had an icon. 73 The latter statement is exemplified in a painting by Carpaccio, depicting Saint Ursula talking to her father and dated in the mid 1490's: on the wall there is an icon depicting the Virgin and Child, very similar to the Madre della Consolazione type, though the Child here is naked. 74 The popularity of the type during the post-Byzantine period coincides with the appreciation of icons and, therefore, their vast demand in the artistic market, attested in documents. For example, according to contracts dated 1499, two merchants, one from Venice, the other from the Peloponnese, commissioned seven-hundred icons of the Virgin from three Cretan painters, to be delivered within forty-five days. 75 The contracts state that two-hundred had to be painted a la greca (in the Greek manner) the rest five-hundred a la latina (in the Italian manner), and for a number of them specific requests are made for the colour of the Virgin's mantle (either turquoise or purple). 76 Chatzidakis is of the opinion that the clause a la latina in such documents implies the Madre della Consolazione type. 77 Be that as it may, these contracts -and others of the same nature -are very important. Firstly, they state the price, therefore inform us about the market price for portable icons in the year 1499. 78 Secondly, they imply a co-operation between the Cretan workshops in order to respond to such vast commissions in so short a time. Thirdly, they point to the ability as well as the obligation of the Cretan post-Byzantine painters to know how to paint in both in forma a la greca and in forma a la latina in order to cope with the demands of their clientele, 79 and to survive the increasing competition in their field. 80 Fourthly, they prove the existence of a market in the late fifteenth century with great demand for and focus on icons. Set against this information, the popularity of the Madre della Consolazione that coincides in time with the boost of an icon market is better understood.
* * *
The sixteenth-century Madre della Consolazione icon of the British Museum belongs to a hybrid type of the Virgin and Child, a product of a hybrid society. Centuries of co-existence between Greeks and Latins, Orthodox and Catholics on Crete, the most precious possession of Venice in the Mediterranean between 1211 and 1669, 81 led to the -inevitable -fusion of eastern and western culture. As a consequence, the society created on Crete was receptive to elements of two cultures. The introduction of the Madre della Consolazione type in the second half of the fifteenth century, and its distribution until the seventeenth century, is a testimony to a thriving icon market, but also a reflection and manifestation of the hybrid society that conceived and embraced it.
